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In the Roman Casino Borghese at Villa Borghese1, on 
the first  floor,  there  are  three  double  doors leading 
from the Stanza di Ercole to the Stanza di Didone and 
onto the terrace. The doors are covered with painted 
decoration; its main part consists of medallions posi-
tioned in the upper section of the door leaf, which is 
divided into two parts. These medallions contain small 
depictions  of  musicians, who are  grouped  in  pairs. 
They are playing various instruments; some of them 
are  wearing  18th-century  garments  and  playing  the 
flute, the others are playing harps. The viewer’s atten-
tion is attracted in  particular  by the  two medallions 
showing musicians dressed in national costumes, but 
not Italian ones. On one of them there is a man wearing 
trousers and a shirt tied around his waist and playing 
the gusle, and sitting behind him there is a peasant in a 
fur coat and zupan playing the violin (Fig. 1).2
Fig.  1 Taddeus Kuntze,  Medallion at the door  in Stanza di  Ercole, 
mid-1780s, oil on panel, Casino Borghese Rome
On the second medallion there is a young man wear-
ing a caftan and a fur hat holding kobzas, and behind 
him there is a woman also dressed in a national cos-
tume (Fig. 2).
Although  people  playing  instruments  were  often 
presented as an element of marginal scenes supple-
menting  complex  iconographic  programmes,  these 
peasant  musicians  differ  sharply  from  the  courtly 
scenes visible on the neighbouring doors, for example 
in the Stanza di Priade. The figures, depicted in rooms 
starved of daylight, with instruments unknown in the 
classical  tradition, do  not  belong  in  the  scenes  of 
peasant  musicians then popular in Rome which ap-
pear as staffage for ancient ruins and are also present 
on the sister doors in the Stanza di Priade. These exot-
ic musicians belong to a different world. Archival ma-
terials inform us that these medallions were created
Fig.  2 Taddeus Kuntze,  Medallion at the door in Stanza di Ercole, 
mid-1780s, oil on panel, Casino Borghese Rome
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by Taddeus  Kuntze,  a  transalpine  artist  from Grün-
berg (Zielona Góra), who came to Rome in the middle 
of the 18th century from Cracow.3 He is known in art 
history variously as Taddeo Kuntze, Thaddäus Kuntz, 
Tadeusz Konicz or Taddeo Polacco; he is also men-
tioned  as  Chuntze,  Konik,  Kunicki,  Gunz,  Konitsch, 
Kunitzer.4 Was it the origins of the author and his ex-
perience that determined the genesis of these “exotic 
figures”?  Can  these  visual  threads  be  related  to 
Kuntze’s “identity”? And if so, to what identity?
The question of the artist’s identity, although not in 
the context  of the medallions in the Villa Borghese, 
has resurfaced repeatedly  since I  began writing the 
biography of “Taddeus Kuntze”. The painter was born 
in  Grünberg  in  1727 and  acquired  his  education  in 
Cracow thanks  to  the  patronage  of  Bishop  Andrzej 
Stanisław  Kostka  Załuski5,  who in 1747 sent him to 
Rome,  where  Kuntze  stayed  for  most  of  his  life, 
achieving significant artistic success.6 The position he 
gained on the banks of the Tiber rapidly earned him a 
place in the history of art as a German or Polish artist.7 
His “nationality” has remained a subject of varying in-
terpretations and contradicting opinions.8 So just who 
was  the  painter  from  Grünberg  and  how  might  he 
have understood his “nationality”? Can the medallions 
from Casino  Borghese somehow help  to  define  his 
artistic identity?
A popular method of attributing an identify to an 
artist is by trying to discover his intentions, which are 
considered to be reflected in his works.9 Self-portraits 
are, it is claimed, a specific type of such “intentional” 
paintings. They are often interpreted as a testimony to 
an artist’s personality, expressing his or her artistic in-
tentions almost explicite. We are fortunate enough to 
know one of Kuntze’s self-portraits (Fig. 3).
The  painter  depicted  himself  against  the  back-
ground of the Plazzo Quiriniale, in front of the ancient 
monument,  dressed  in  typical  Sarmatian  attire10:  a 
żupan and a hat. According to the 18th-century mind-
set the Sarmatians were considered to be the progen-
itors  of  the  noble  nation  of  the  Poles.  Therefore, 
Kuntze’s self-portrait in Sarmatian attire may be con-
sidered an auto-presentation in which the artist identi-
fied  himself  as  a  Polish  artist.  The  theory  that  the 
painter considered himself a Polish artist may be justi-
fied.
Fig. 3 Taddeus Kuntze, Self-portrait, about 1770, location unknown, 
before 1945 collection of A. Szeptycki, Łabunie
However,  such “self-identification” may be easily 
challenged  because  Kuntze  expressed  his  identity 
more  directly.  There  is  evidence, produced  by  the 
artist  himself, related  to  his  national  identity.  These 
are the  signatures  put  on the works particularly  fa-
voured by Kuntze: in the  Stanza di Eliodoro  (Palazzo 
Apostolico,  Vatican)  decorated  with  a  fresco  by 
Raphael (1751), and the fresco by Dominichino in the 
Sant’Andrea della Valle church in Rome (1756).11 The 
addition  of  a signature  under  someone else’s  work 
may be a testimony of a sense of belonging to a given 
artistic circle, and this gesture can be understood as a 
form of  self-identification  of  an  artist.  Both  frescos 
were  signed  with  the  name  of  “Tadeo  Kunze 
tedesco”. In Rome in the 18th century, artists from the 
North,  above  all  from  German-speaking  countries, 
was described with the adjective  tedesco. Therefore, 
according to this method Kuntze may be considered a 
German artist.
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Simple identification based on an interpretation of the 
artist’s artistic “intentions” is not entirely equivalent to 
the identity  of  Taddeus Kuntze as expressed in  his 
self-portrait  and signature on the frescos. The other 
popular procedure of trying to give an artist an iden-
tity is historical and sociological analysis. This analys-
is could be performed by exploring the artist’s func-
tioning identities in the historical sources and in the 
artistic and patronage circles in which he operated. In 
the  first  case  the  dichotomy of  the  artist’s  national 
identity is revealed: in some sources he is described 
as a German artist, in others as a Polish artist. 12 The 
analysis of the way he functioned in society only con-
firms  this  dichotomy.  He  cooperated  with  different 
patrons, including Italians and Spaniards, but he also 
worked for Poles.13 Moreover,  he created a painting 
with a “regional” or “national” motif for the church of 
San Stanislao dei Polacchi – The Resurrection of Pio-
trowin, where one of the figures is dressed in Polish 
costume.14 However, we are not sure as to his artistic 
“intentions”. Was it the artist’s own initiative or a re-
quest by the patrons? Or perhaps the role of this fig-
ure  is  that  of  “characteristic”  staffage  helping  to 
identify the scene as “Polish”. Bearing in mind the de-
ceptiveness  of  interpretations  based  on  the  artist’s 
“intentions” as mentioned in connection with the Self-
portrait,  these  motifs  cannot  be  directly  associated 
with  the  artist’s  will  or  identity.  As  in  18th-century 
Rome the  “artist’s  intention”  cannot  be  determined 
and artistic  identity  cannot be captured,  we are left 
with the possibility of following the thought about “the 
death of the author” and analysing works by Kuntze in 
comparison with his other works,15 and subsequently 
among other works from his artistic circle in order to 
place the figure of the “author-artist” in the semantics 
of this field and seek his identification there.
The  musician  figures  created  in  the  Casino 
Borghese provide perfect material for such an inter-
pretation of artistic identity. They are, as a matter of 
fact, “characteristic”,  “distinguished”, belonging to a 
different set of signs than the classic canon, and at 
the same time part  of  the decoration in the Casino 
Borghese:  a  space  dedicated  to  showcasing  only 
classic  art,  arranged  by  an  international  group  of 
artists.  In  1775  Prince  Marcantonio  IV  Borghese 
(1730–1809)  ordered  decorative  work  in  the  villa 
which was to create an interior customised for the ex-
position  of  the  antique  collections  of  the  Borghese 
family.16 The interior design work was led by Antonio 
Asprucci  and  included  architecture,  painting  and 
sculpture.17 The  most  important  part  of  this  design 
was the painting decoration, including the frescos  – 
with the biggest fresco in the Salone – and quadri ri-
portati, over-door  decorations  and the doors in  the 
stanzas  on  the  piano  terra and  piano  nobile.  The 
painting  decoration  was  created by an  international 
team of artists. The part on the  piano terra was ex-
ecuted mostly by Roman painters: Domenico de An-
gelis, Francesco Caccianiga, Pietro Angeletti,  Nicola 
Buonvicini, Tommaso Maria Conca, Giovanni Battista 
Marchetti  and  the  French  painter  working  in  Rome 
Laurent Pécheux. The piano nobile was decorated in 
the mid-1780s by the Roman artists Domenico Corvi 
and  Ermenegildo  Costatntini  in  cooperation  with  a 
large  group  of  northern  artists,  including  Gavin 
Hamilton, Anton von Maron, Benigne Gagneraux and 
Cristoforo Unterperger.18 It was this group that Kuntze 
joined.
The  patronage  of  the  Prince  of  Borghese  thus 
brought  together  artists  from  Rome,  Italia  and  the 
whole  of  Central  and  Eastern  Europe.  For  some of 
them, including Kuntze, it was not the first commis-
sion  from  the  Princes  of  Borghese.  Before  Kuntze 
painted  the  medallions  in  the  Casino  Borghese,  he 
performed another task for this family: in the 1770s he 
painted  frescos  featuring  landscapes  in  the  Villa 
Borghese in  Frascati.  Moreover,  he was one of  the 
authors of the fresco decoration in the Roman church 
of Santa Catarina da Siena: in the sacristy he made an 
illusionistic  plafond  presenting  angels  glorifying  the 
Blessed  Sacrament, and  in  the  nave  he  painted 
chiaroscuro angels around the plafond decorated by 
Giovanni Battista Marchetti.19 Other painters working 
in  the  church  of  Santa  Catarina  da  Siena  included 
Laurrent  Peucheux,  Domenico  Corvi,  Ermenegildo 
Constatini, Domenico Corvi and Tommaso Conca.
This same group of artists subsequently cooper-
ated in the redecoration of the Palazzo Borghese (in 
Rome at  via Ripetta)  commissioned by Prince Mar-
cantonio IV Borghese.20 In 1771–1774 I the palace of 
the Borghese family, Kuntze made two plafonds and 
cooperated  as  a  painter  of  figures  on  the  land-
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scapes.21 The  painters  working  for  the  Prince  of 
Borghese  mostly  represented  the  scuola  romana,  
which in those times formed part of the artistic circle 
defined  by  Robert  Longhi  as  “cultura  di  via 
Condotti”.22 They created their works in the sphere of 
illusionist painting, often with sensitivity  to coloristic 
values. Kuntze’s  painting was perfectly  aligned with 
this  tendency, with  the  two  important  plafonds  in 
Palazzo Borghese painted with immense lightness. In 
the Casino Borghese Marcantonio IV Borghese invited 
the same proven team of painters and commissioned 
them with the task of decorating the piano terra. How-
ever, here it is noticeable that some of the artists, e.g. 
Laurent Pécheux, sacrificed their free painting style in 
favour of direct dialogue with the ancient tradition. In 
the  piano nobile the diversity  of  tendencies  is even 
more  considerable.  There  are  decorated  illusionistic 
rooms designed by Cristoforo Unterperger and anti-
naturalistic frescos by Gavin Hamilton. In the painted 
decoration of the piano nobile the diversity of stylistic 
tendencies is dominant over examples of the painting 
of  the  “cultura  di  via  Condotti”  described  above. 
Among these works, on the margin of the main decor-
ations, are works by Kuntze which, interestingly, are 
varied in terms of style. The first work is that featuring 
chiaroscuro figures all’antica  around the plafond by 
Giuseppe Cades in the Gabinetto,  while the second 
one is the abovementioned composition of the human 
figures on the doors.23 These works show that Kuntze 
fully  deserves  the title  of  “pittore  dei  figure”, as he 
was described in archival materials24, for he was cap-
able of referencing both the antique tradition and pic-
ture figures belonging to a completely different stylist-
ic and formal palette.
The  various  stylistic  tendencies  present  in  the 
Casino Borghese create a unique and at once coher-
ent space for the museum as a place dedicated to art 
exhibitions – exhibitions of antique art, of course. It is 
an apotheosis of the fine arts and glorification of the 
Borghese  family  as  their  protectors  that  is  at  the 
centre of the iconographic programme of the Casino 
Borghese.25 The primogenitor of the family, the myth-
ical  Furio Camillo, is presented in all his glory in the 
salon, on the plafond by Marino Rossi. He features as 
an exemplum virtutis, and among the virtues presen-
ted is the promotion of the arts in Rome. The glorifica-
tion of the family Borghese, depicted on the plafond, 
is  achieved  by displaying  its  ancient  ancestors  and 
also by emphasizing the roles of its members as Ro-
man patrons of the arts.26 These threads are continued 
in other rooms, whose iconographic programmes un-
derline  even more  strongly  the  ennoblement  by the 
collection;  the decoration  Stanza del  Gladiatore,  for 
instance, is devoted to the main figure in the collec-
tion, the gladiator Borghese.27
In  analysing  the  concept  of  the  museum at  the 
Casino Borghese, one needs to realise that  antique 
art constituted as vital a part of it as early modern art. 
The Princes of Borghese were presented not only as 
depositories of the Roman tradition, i.e.  ancient  art, 
but also as protectors of the contemporary art deriv-
ing from the antique heritage. It must be highlighted 
that the combination of the ancient art and the con-
temporary  art  in  Casino  Borghese was immediately 
reflected in the theoretical  thought, especially in the 
publications  by  Ennio  Quirino  Visconti.28 Casino 
Borghese’s pictorial decoration has become an exem-
plification of the inclusiveness of the  scuola romana, 
which was excellently described a few decades later 
by Luigi Lanzi. It was Lanzi who emphasised the in-
clusiveness of the scuola romana by noting in its de-
scription: “For as the inhabitants of Rome are a mix-
ture of many tongues and many different nations, of 
whom the  descendants  of  Romulus  form the  least 
proportion, so  the  school  of  painting  has  been  in-
creased in its numbers by foreigners whom she has 
received  and  united  to  her  own and  who are  con-
sidered in her academy of S Luke as if they had been 
born in Rome and enjoyed the ancient rights of Ro-
mans.”29
The redecoration of the Casino Borghese to create 
a new museum space was a coherent work. This is 
particularly true in terms of the correspondence of the 
individual  elements  of  the  decoration  with  the  se-
mantics of the main narrative cycles.30 The meaning of 
the “marginal” figures of the musicians on the medal-
lions should be considered within the “frame” of their 
location, the Stanza di Ercole, one of the most import-
ant rooms on the piano nobile. The vault of this room 
is  decorated with frescos by Cristoforo Unterperger 
depicting the labours of Hercules. The central scene 
represents  the  apotheosis  of  Hercules  as an eagle; 
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the side  scenes  show the  events  leading up to  his 
heroic death (including the figure of Deianira and the 
murder of Nessus). As the monographer of the redec-
oration in the Villa Borghese noted, the scenes rep-
resenting the life of Hercules are the apotheosis of his 
heroism, and this  divine  hero  embodied the  virtues 
represented in the lunettes31, which were also prac-
tised by the Borghese family; the element inviting this 
interpretation  was  the  eagle  (the  family’s  coat  of 
arms),  in  whose  form  Hercules  accomplished  the 
Olympic glory. As such, the programme is  speculum 
principis. The Borgheses’ practice of virtues included 
also their  role as patrons of  art,  which consisted in 
providing moralizing examples worthy of emulation.32 
What is characteristic for the concept of the Borghese 
museum is  that  this  theme was also related to  the 
programme of the collection in the Stanza di Ercole, 
which most probably contained the picture by Gerrit 
van  Honthorst  depicting  Susanna  and  the  Elders.33 
This theme for the room corresponded with its pur-
pose: it was probably a study – the place where the 
Prince studied and acquired his education. The vic-
tory  of  virtue  was  additionally  emphasized  by  the 
scenes  of  wild  animals  on  the  overdoors  by 
Wenceslao Peters, yet another transalpine artist.34 Re-
pression  of  instincts  and  overcoming  “wildness” 
refers to the topos of education, one element of which 
is art, and was a suitable subject for a room of study.
Thus the exotic musicians depicted in the medal-
lions on the doors of the Stanza di Ercole are part of 
the  museum,  which  in  accordance  with  humanistic 
tradition also encompassed the room of study. How-
ever,  the  Casino Borghese museum concept  is  en-
tirely for a new type of museum: a house of Muses 
understood as a place devoted exclusively to the fine 
arts.35 The Villa Albani, which housed the collection of 
this  family,  was used as an important  reference for 
creating this new vision for a museum in Rome (and 
then throughout Europe). Its design, tailored specific-
ally to the exhibition of art, was commissioned in the 
middle of the 18th century by Cardinal Albani, who en-
gaged  the  best  artists  from  all  over  Rome.  Anton 
Raphael  Mengs,  who made the  painting  decoration 
for one of the plafonds in the Villa gallery in 1764, was 
one  of  them.36 It  was  a  fresco  entitled  Parnassus, 
showing Apollo on the eponymous mount accompan-
ied by the nine Muses, who are devoted to art  and 
science,  which  was  underlined  by  their  attributes 
which included,  naturally  for the iconographic tradi-
tion, musical instruments. The musicians in exotic at-
tires painted by Kuntze on the door in the Stanza di 
Ercole in the Casino Borghese are clearly different to 
the inhabitants  of  Parnassus, although like some of 
the Muses and Apollo himself, they are depicted with 
musical  instruments.  Can this  coincidence of  attrib-
utes  mean  anything?  Or,  to  rephrase  the  question: 
can these “exotic” figures be meaningful in the idea of 
a museum as a house of Muses ruled by Apollo?
To answer this question, it is worth turning back to 
Kuntze’s depiction of the musicians and focusing in 
particular on their place within the overall composition 
of the Stanza di Ercole. In comparison to the plafond 
by Mengs, which was placed centrally in Villa Albani, 
the musicians painted by Kuntze are on the margins 
of the museum’s design. However, margins in art are 
sometimes  significant.  They  reveal  inventiveness  or 
fantasy open to  “other  realities”,  often liberating art 
from  its  mimetic  function.  In  the  18th century  the 
capriccio was  a  popular  genre  that  showed  land-
scapes from an “imagined” world. Pictures of these 
painted caprices are also visible on the door in the 
Casino Borghese, especially as frenetic landscapes or 
fantastic ruins. However, the capriccio need not be a 
“peculiar” landscape; it can be an “ordinary” mimetic 
representation because it is one of the realizations of 
the concept of phantasm. A phantasm is by definition 
a product of the imagination, so it is in contradiction 
to a reproduction of nature.37 This does not mean that 
these fantastic landscapes were not based on studies 
of nature, such as views (vedute) by Giovanni Battista 
Piranesi.38
This ambivalence towards nature in painting can 
be seen in the numerous decorations on the walls in 
the  Casino  Borghese,  especially  the  piano  nobile. 
There are illusionistic frescos by Cristoforo Unterper-
ger  alongside  anti-illusionistic  works  by  Gavin 
Hamilton. We encounter different “gazes”, where the 
one-point perspective is abandoned. One of the most 
important rules for interpreting art is challenged: the 
rule that art is a reflection of nature. According to the 
concept  of  Leon  Battista  Alberti,  a  painting  was  a 
“window”  through  which  to  observe  a  story.39 This 
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theory of representation implied that perception was 
subject to a single point of view, determined by the 
linear  perspective.  In  the  Casino  Borghese,  the  art 
collected was not intended only as a reflection of real-
ity, but to constitute a theoretical model subject not to 
mimetic rules but rather to aesthetic principles. There-
fore, in this place dedicated exclusively to storing and 
exhibiting art – an autonomous field of creation based 
on autonomous rules –  a new art  came into being. 
These  rules  were  interpreted  in  a  variety  of  ways, 
which was explained in detail,  as mentioned, in the 
elaborate commentary related to the Casino. The col-
lection in the Casino Borghese is thus not only a glori-
fication of the family, documenting its antique legitim-
acy – though this is repeatedly emphasised – but is 
essentially a collection of art which is described, cata-
logued, and most importantly continued in the mod-
ern art. As the monographer of the Casino Borghese 
underlines, the artists were given a free hand to select 
the style of decoration of the rooms, and this diversity 
is indeed visible.
In this context, or more precisely this “framework”, 
the  musicians  painted  by Kuntze  constitute  an  ele-
ment incorporated into  the  composition of  the  new 
concept of an art museum. The frame, in contrast to 
the  context, offers  space  for  developing  interpreta-
tions, rather than “explaining” a piece of art.40 In the 
narrative  about  the  art  museum  created  under  the 
patronage of Borghese, in addition to ancient art and 
its interpretations, figures from a “different” reality, or 
another story, also featured. They are seemingly dis-
tant  from the  scuola romana,  which –  according to 
Luigi Lanzi in the quotation cited above – was to bring 
together artists from the whole of Italia and unify their 
styles on the basis of an interpretation of antiquity. In 
order  to  explain  the  function  of  these  “peculiar”, 
“strange” figures we might go back to the classic ex-
emplary story of what a museum is: to the fresco of 
Parnassus by Mengs in the Villa Albani. If the figure of 
Apollo and his Muses there are a synecdoche of the 
fine arts, then the “different” musicians painted on the 
margins – the doors of the Stanza di Ercole – are a 
sign of another music, and simultaneously another art. 
If the Parnassus by Mengs contains the pars pro toto  
of  the new art:  a conscious theoretical  construction 
arising out of the interpretation of antiquity, then in the 
multiple  strands  and facets of  the story of  the mu-
seum at  the  Casino Borghese the  exotic musicians 
can be understood as signs of the presence of other 
artistic stories from a world different than the classical 
world. The musicians do not only define “identity” but 
also,  and  in  fact  rather, underline  “alterity”41,  which 
was sought after at that time not only in the Casino 
Borghese but also in Rome and across Europe. It ap-
peared in a variety of forms in the iconographic layer 
in the Villa Borghese, where Kuntze made frescos in 
the “Chinese” style.42 The ability to paint human fig-
ures from “elsewhere” was a specific “vacuum skill” 
of this painter in the still  more diversified  scuola ro-
mana.43 But the “alterity” in the painting of Kuntze and 
of  the  other  artists  working  in  the  museum  at  the 
Casino Borghese also referenced other elements. The 
various gazes in the paintings broke with the single 
narrative perspective, which was created by the cent-
ral perspective. On the margins, acting as painted di-
gressions, the stories are dispersed,  rather  than fo-
cused on one point of view close to the centre as in 
Alberti’s painting, while the centre itself lost the status 
of Alberti’s window. A similar phenomenon occurredin 
literature, where various new ways of telling the stor-
ies of newly discovered lands appeared.44
Paradoxically,  by collecting  classical  art  in  one 
place the door opens – here even literally – to new 
narratives.  The  figures  of  musicians  depicted  by 
Kuntze  on  the  door  show  the  inclusiveness  of  the 
scuola  romana,  which,  contrary  to  the  abovemen-
tioned definition by  Luigi  Lanzi,  did not  have to  be 
based on an ancient aesthetic doctrine. Therefore, in 
the Casino Borghese the ancient art was variously in-
terpreted within the main narratives, while a range of 
different narratives were assimilated on the margins. 
The musicians at the Casino Borghese are therefore, 
in the narrative about art, the pars pro toto of artists 
from “elsewhere”.
The musicians depicted by Kunze do not indicate 
the “identity” of the painter but represent his “alterity”. 
In the context of the Villa Borghese this “alterity” is 
confronted with the ancient tradition and included in 
the dialogue, creating a new entirety. Such new nar-
ratives were formulated within the framework of the 
Roman  school  also  by  other  artists  from  Eastern 
Europe  –  e.g.  Franciszek  Smuglewicz.  That  new 
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model of painting could express not only universal but 
also individual narratives. The “alter” stories often on 
the margin form a new entirety, which is built not on 
subordination but on the incorporation and modifica-
tion of the classical pattern and “alter” elements. “Al-
terity” has become part of the Roman artistic tradition 
and artists can use it as a creative strategy. As such, 
Kuntze, to  be  seen  as  part  of  the  Roman  artistic 
world, did not have to “identify”; it was sufficient that 
he simply marked his “alterity”.
Reviewed by Jessica Taylor-Kucia
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Summary
This paper scrutinizes the medallions, which were cre-
ated by Taddeus (Tadeusz) Kuntze in the mid-1780s, 
for the Casino Borghese, one of the first modern mu-
seums,  in  Stanza  di  Ercole,  Rome.  In  terms  of  the 
iconographic program of the Casino Borghese,   the 
images of musicians portrayed in the medallions re-
late to the idea of an artist identifying to a cultural field 
other than the “classical” one. In fact, the medallions 
present a distinctive strategy of fostering a broaden-
ing definition of the artist, who until then was defined 
in national terms as Polish or German. In the context 
of the scuola romana, these medallions will be inter-
preted as a mark of the artist’s “alterity” in eighteenth-
century Rome. 
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